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CHAPTER ONE 
Introduction 
This document is submitted in partial fulfillment of the requirements 
for the degree of Master of Music in Church Music History and Literature, 
and is part of a project in correlated study and performance. The other 
portion of the project consisted of a recital of choral music by the Bos-
ton Uirl.versity Vocal Ensemble, prepared and conducted by the writer. The 
works performed included the Missa Brevis of Palestrina, the H.ymn to St. 
Cecilia of Benjamin Britten and the Cantata #4 - Christ Lag In Todesbanden 
by J. S. Bach. The latter work is a chorale cantata, being based through-
out on the chorale of the same name. In preparing to perform this work, 
background in the development of the German chorale-cantata before Bach 
was desirable and necessar,y for proper understanding of Bach's treatment 
of this form. The present document, a survey of chorale cantatas by three 
important predecessors of J. s. Bach, is the result of the search for this 
background material. 
Because of the ambiguity of the terms employed in the early and middle 
baroque in GermaQy concerning vocal sacred compositions such as "cantata," 
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"motet," "Chorale-Konzerte," etc., we have set up the following criteria 
in selecting works to be included in our discussion: 
1. Works discussed must be scored for chorus and instruments. 
Strictly solo works will not be considered. 
2. Works discussed must have for their basis a chorale melody 
and text. 
3. The chorale does not have to appear as a cantus-firmus in 
each movement of each work, but it must be apparent that 
the movement in question be based on the chorale and that 
its text be a verse of the chorale text. 
The three composers selected for this survey demonstrate in their 
works the characteristic development of the German baroque sacred cantata. 
Tunder (1614-1667) is important for his development of the chorale-varia-
tion technique for voices which began with Johann Schein. 1 Buxtehude 
(1637-1706), Tunder's successor and son-in-law, carried on the work which 
Tunder had begun and prepared the way for J. S. Bach's work through the 
development of idiomatic writing for voices and instruments and free use 
of the imagination in treating the chorale. Pachelbel (1654-1706) demon-
strates in his work a combination of Italian vocal treatment combined with 
the German organ chorale variation transferred to the church cantata. The 
works discussed in detail are selected because they show the development 
in the manner of treatment from the chorale-motet to the more sophisticated 
setting of "Christ Lag in Todesbanden" b,y Pachelbel. This work is discussed 
last because it demonstrates the state in which J. s. Bach found the chorale-
cantata, and by comparison with the Bach cantata #4, how much the later com-
poser was indebted to his predecessors. 
1 Bukofzer, Music in the Baroque Era, p. 86. 
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In Chapter One, a brief discussion o£ the development o£ the antece-
dents o£ the chorale-cantata and a comparison between renaissance and bar-
oque styles will be presented. In a document o£ this length it is impos-
sible to deal comprehensivelY with these areas. This discussion is inclu-
ded only to provide a background o£ information £or the material to be pre-
sented in Chapter Two. In Chapter One we are relYing principallY on the 
discussion o£ the renaissance and baroque contained in Buko£zer's Music 
in the Baroque Era, probablY the most concise and comprehensive treatment 
o£ the subject which is available in English. In Chapter Two we shall dis-
cuss seven representative cantatas o£ the three composers with regard to 
instrumentation, choral writing, solo writing and the manner o£ utilizing 
the chorale. Finally, in Chapter Three, we shall compare Bach's treatment 
o£ the chorale in the cantata "Christ Lag In Todesbanden" with the treat-
ments o£ his predecessors as discussed in Chapter Two. We shall also con-
sider the suitability for modern performance o£ the works discussed in 
Chapter Two b,y church choirs in the United States and the availability 
and/or desirability o£ modern editions with English translations. It is 
hoped that this will be not merely an inquiry into little known vocal 
works, interesting only to specialists in German baroque music but, rather, 
an introduction to a field of vocal literature which could be useful to 
the practicing church musician. 
The sources £or the seven cantatas to be discussed are contemporary 
editions' The Deutsche Denkmaler Tonkunst, Vols. 3 & 14, and Der Denk-
maler Tonkunst in 13ayern, Vol. 6. 
In each individual case, it will be noted what the source o£ study is 
and whether it exists in another edition. 
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FORMS WHICH GAVE RISE TO THE GERMAN CANTATA 
The Latin Motet 
Several forms which gave rise to the chorale-cantata of the baroque 
must be mentioned before discussing the cantatas themselves. The varia-
tion on a theme or the employment or a known melody as the basis of a new 
composition is an early device, probably the earliest form of composed 
music in more than one part. The early choral works or Western music other 
than monodic had for their basis or cantua firmus the Roman chant and secu-
lar melodies. The cantus persisted throughout the piece in question, car-
ried by one voice or an instrument, often in long notes, sometimes so drawn 
out as to become unrecognizable to the auditor. When this happened, it 
became, not an integral part or the expressive quality of the music, but 
rather a tool such as the melodic and rhythmic modes.2 A later development 
in the motet was the introduction or imitation in the freely composed parts 
and development by all parts once a phrase of the cantus had been introduced. 
After exploring a phrase of the cant us in this way, another phrase would be 
introduced and treated similarly. 
At the time or the reformation, German sacred music continued in the 
use or the cantus firmus technique or composition for choir music. However, 
the chorale was adapted as the melodic basis in place of the Roman chant. 
This type or polyphonic composition continued from the time or the reforma-
tion in 1517 until early baroque Italian innovations were imported in the 
early 17th Century. 
The Italian Baroque Influence 
Music from Italy had an important influence on German music of the 17th 
2 Davison and Apel, Historical Anthology of Music, Vol 1, p. 76. 
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Century. German musicians studied in Italy and imported techniques which 
were adopted and modified in var,ying degree b,y native German composers 
who remained at home. It would be well to recount briefly here some or 
the differences between the renaissance and baroque styles or music. 
First, the restrained representation or the words in music or the 
renaissance was supplanted by an "affective" representation or words in 
the baroque. This move was initiated in the writing or the cammerata or 
florence in the 1590's. This group led b,y the Counts Bardi and Corsi 
claimed that in contrapuntal music the poetry was obscured and practically 
obliterated because different words were being sung simultaneously. They 
also scorned as pedantry the madrigaJ.ism or trying to imitate the meaning 
or a single word musically. They attempted to express the meaning or an 
entire passage or text instead, and as a result they discarded contrapuntal 
writing altogether and invented the recitative to accomplish their purpose. 
Here, the words became the most important element and melody, rh;ythm and 
harmony were subordinated and adjusted to serve this end. While this use 
or recitative was originally designed for secular music, it was adapted for 
sacred works also, as we shall see. However, more important, certain tech-
niques which grew out or its development were to pl~ a primary part in the 
music which was to follow in the next century. 
In the renaissance, all voices were equally balanced, theoretically, 
with no more melodic interest given to one than to another. In the baroque, 
we find an emphasis on the outer voices - soprano and bass, with these 
voices largely determining what the other voices are given to do. With 
. this development there was a shift toward a vertical harmony as opposed to 
the contrapuntal harmony or the renaissance. Chords became self-contained 
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entities instead or by-products or the part writing. 
Rhythmically, free declamation b,y the solo voice, and mechanical pul-
sation instrumentally, replaced the even flowing rhythm regulated b,y the 
tactus of the renaissance and the interchangeability of vocal and instru-
mental idioms became important. Whereas in the renaissance it had been 
the custom to substitute or interchange voices and instruments as the oc-
casion demanded, now we find works written for specific combinations, al-
though idiomatic material is borrowed.3 
The Concertato Style 
Perhaps the most important innovation or the early baroque was the 
concertato style which was, in short, the romposition of a separate accom-
paniment and the introduction or contrast for dramatic effect through har-
monic dissonance and scoring for contrasting groups of instruments and 
voices. This was the adaptation of technique originally conceived for the 
solo voice by the cammarata and its followers to large groups of voices and 
instruments. The element of contrast was further exploited by experiments 
which placed contrasting groups of performers at a distance from one another. 
Along with this evolved the solo vs. tutti technique, the precursor of the 
concerto grosso idea of the later baroque. 
Instrumental influences 
Bukofzer points out the importance of the interchange of idiom between 
vocal and instrumental writing in the baroque period. The most important 
instrumental influence on the German chorale-cantata was the organ chorale 
variation. This first appeared in the organ works of Jan Pieterzoon Swee-
linck who, in turn, had been strongly influenced by the secular variation 
3 Bukofzer, op. cit., P• 15. 
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technique of the virginalists.4 
The Nature of the Chorale 
The chorale was a hymn to be sung by the congregation not only in wor-
ship but also at home and in school. Musically, it had three antecedents: 
Roman chant, secular and religious folksong and freely composed melodies. 
These chorales, settings of texts in the vernacular, were intended to be 
sung by everyone and had an important teaching function. Due in part to 
the emphasis laid on congregational singing in the Lutheran church and 
the appeal of the familiar ( ie, adapted secular and sacred melodies) the 
chorales became a part of the heritage and daily life of the German pro-
testant. This emphasis on the teaching function of the chorale and its in-
filtration of German protestant life play a very important part in under-
standing why the chorale became the basis for much of the sacred music writ-
ten in the baroque era. 
The use of the cantus firmus in German protestant music fulfilled a 
different role than in the Latin motet. In the Latin motet it was more a 
technical device introduced as a point of departure for the composer, and 
while the use of a particular melody as the basis for a composition undoubt-
edly had symbolic meaning for the composer and perhaps the educated listener 
or perf.ormer, in the later motets sometimes the cant us became so obscured 
that it was all but unrecognizable to everyone but the iliitiated. In the 
chorale-based works of the German protestants, however, the cant us played 
a prominent part not only musically, as a basis for composition, but psy-
chologically, because of the emotional and spiritual conditioning of the 
minds of the listeners who knew these melodies and their texts, thus impart-
4 Ibid, p. 75. 
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ing an added depth and dimension to the music. In the works of the bar-
oque, particularly in Germany, a simpler and more homophonic structure -
sometimes no more than a variant harmonization of the chorale melody -
coupled with the development of the use of instrumental color for purposes 
of linear definition, helped to make the chorale melody easily recogniz-
able to the listener. 
Early Chorale Compositions in Germany 
The most conservative chorale compositions of the early baroque in 
Germany were the chorale motets which continued the polyphonic chorale set-
tings of the renaissance. The next step in development was the device of 
the migrant cant us, in which the chorale was no longer carried exclusively 
in one voice as in the chorale motet, but shifted to all of the voices al-
ternately. Michael Praetorius (1571-1621) in his Musae Sionae, differenti-
ates between chorales arranged "Motet-wise," "Madrigal-wise," and "Cantus 
firmus-wise." In the first, the chorale was found in all parts developed 
contrapuntally; in the second, the chorale was broken up into fragments and 
motives in concertato dialogue; and in the third, the chorale was left in-
tact against ostinato motives derived from it - a practice borrowed from the 
organ chorales.5 This chorale collection of Praetorius contained 1200 compo-
sitions varying from simple harmonizations to polychoral settings and illus-
trates some of the way stations of chorale development in the early baroque. 
Some of these works contain continuo parts, foreshadowing the coming wide-
spread use of this technique. 
The organist Samuel Scheidt (1587-1654) in his Captiones Sacrae (1620), 
introduced into his chorale settings for voices the organ chorale variation 
5 Ibid, p. 84. 
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technique, establishing a chain of contrapuntal variatior&which forms 
one of the roots of the chorale cantata.6 A good example of his treatment 
is the "Chorale-Konzert," "Ein Kind Geborn zu Bethlehem" of 1635.7 Nine 
verses of the chorale are set for various combinations of voices. The re-
frain of the chorale, "Hallelujah," is set in each verse for six part mixed 
choir in homophonic style. In this work we find a continuo part, rhythmic 
freedom, antiphonal writing for contrasting voice groups, contrapuntal de-
velopment of single phrases and a homophonic setting of the final verse; 
in short, this is the chorale variation cantata in its rudimentary form. 
Another important collection was the Geistliche Konzerte (1618-1626) 
of Johann H. Schein (1586-16)0). In these works, Schein sought to interpret 
subjectively the meaning of the chorale texts as well as to present the chor-
ale melody itself. To this end, the cantua was fragmented, rhythm was altered 
and chromaticism was employed. Sometimes the chorale was stated phrase by 
phrase with the concerting voices handling the verbal interpretation. At 
other times, the chorale was absorbed into the dialogue of the voices and 
appeared only in fragmentary, m.oti vic form. 8 Another type of chorale-con-
certato attempted by Schein was the chorale monody. In these works for a 
single voice, interpretation and presentation of the chorale was accomplished 
simultaneously. This type of writing was based on the Italian monody, but 
the rigid rhythmic pulsations of the bass line and the use of the chorale as 
a motivic factor were German. 
At this point in German musical development, there is a growing trend 
toward writing separate types of music for solo and choral singing. This is 
6 Ibid, P• 84-5. 
7 MOdern edition by Vandenhoeck & Rupprecht, Gottingen. 
8 Bukofzer, op. cit., p. 86. 
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a result of experiments in the Italian baroque and is a part of the trend 
toward an idiomatic differentiation between voices and instruments. In 
writing for solo voices composers employ brilliant gorgia passages and var-
ied rhythms while the choral writing becomes more homophonic and regular in 
rhythm. Composers who employed the chorale cantua firmus technique were 
somewhat more restricted in this because of the tendency to use chorale 
motives as figures for imitation both solo;stically and chorally. We shall 
see various adaptations and fusions of these two techniques in the canta-
tas to be discussed later. Most German composers, circa 16.50-1700, retained 
some of the old techniques while adopting the new in part also. It was this 
fusion of the chorale-motet, organ chorale and concertato style that resul-
ted in the chorale-contatas of the three composers. which we shall now dis-
cuss. 
CHAPTER 'IWO 
THE CHORALE CANTATAS OF FRANZ TUNDER 
Franz Tunder, whose works we shall discuss in some detail, was born 
in Luebeck in 1614 and died there in 1667. He studied in Italy and in 
1641 became a pupil of Frescobaldi. The head organist of the Marienkirche 
in Luebeck, Petrus Hasse, died in 164o and in 1642 Tunder returned to Lue-
beck to take his place.9 Tunder found it difficult to support his familY 
on the salary he received and in 1647 he sought and obtained, in addition, 
I 
the position of ''Werkmeister" which entailed keeping records, purchasing 
supplies, engaging workmen for repairs and supervising the church physical 
plant.lO 
The works of Tunder exist in several sources, the most important for 
vocal compositions being the manuscript at the University of Uppsala in 
Sweden. This contains eight motets and cantatas in organ tablature and 
ten others which exist in fully realized parts.ll Barring access to the 
original copy in the Uppsala Library or a microfilm thereof, the best source 
is the Denkmaler Deutcher Tonkunst, Vol. III, edited by Max Seiffert and pub-
9 Eitner, Lexicon d.er Musiker und Musik gelehrten, Vol. 9-10, p. 472. 
10 Hutchins, Dietrich Buxtehude, p. 29. 
11 "'" Eitner, op. cit., p. 472. 
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lished in 1900. This volume contains seventeen vocal works of Tunder and 
one short composition for strings. The works of Tunder were not published 
during his lifetime and what we have of his works are copies made by other 
musicians. The manuscript at the University of Uppsala was written by 
Gustav Duben, a musician at the Swedish court of the time. This collec-
tion also includes works by Buxtehude and Weckmann.12 It is interesting 
to note in passing that Duben adapted one of the vocal works, originally 
in German with the text "Hosianna dem Sohne Davids," to the text "Jubilate" 
with reference to "Carolus Rex" and "Svea" in honor of the birthday of King 
Charles of Sweden. 
There is a disagreement among scholars as to whether Tunder instituted 
the famous "Abendmusiken" at St. Ma.ry's.l3 In any case, several of the 
choral works which are extant would indicate a larger body of performers 
than was the general rule for a Sunday morning performance, even in the 
time of Tunder's successor, Dietrich Buxtehude.l4 This would indicate 
either a special festive occasion when extra musicians could be procured, 
either state or city celebrations or a series of concerts such as the Abend-
musiken. In support of the latter hypothesis it might be said that several 
of the extant works of Tunder would be sui table for Advent (when the Abend-
musiken was held) or another penitential season. (Advent is a season of 
mourning in the orthodox Lutheran church). On the other hand, there are 
works for other special occasions, the most notable and large in conception 
being the cantata for the festival of Reformation based on the chorale "Ein 
Feste Burg." In addition to the works for choir and instruments based on 
12Hutchins, op. cit., p. 31; also Eitner, op. cit., p. 472. 
l~Hutchins, op. cit., p. 31-32. 
1 Ibid, p. 32. 
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the chorale, there exist among the works of Tunder "solo cantatas" for one 
voice and instruments based on chorales, dialogues in Latin and German and 
settings of Latin texts for choir and instruments. 
We shall discuss in some detail three chorale-cantatas of Tunder: 
(a) "Helf Mir Gott•s Gute Preisen" (DDT #15); (b) "Wend ab Deinen Zorn, 
Lieber Herr, mit Gnaden" (DDT #16); and, (c) "Ein Feste Burg" (DDT #17). 
The first cantata under discussion, "Helf Mir Gott's Gute Preisen," is a 
transition type work, bridging the gap between the chorale-motet and the 
chorale-cantata. It is very similar to the Scheidt chorale-motet (Chorale-
Konzert) "Ein Kind geborn zu Bethlehem" mentioned above, as far as treat-
ment is concerned. One significant difference, however, is the addition of 
instruments which double the voice parts in the Tunder work. 
The setting by Tunder is for five voices doubled by four violas, viol-
one and organ. Here we meet the early baroque fondness for the dark sound 
of the viola family. What is meant here is undoubtedly the consort of viols, 
rather than four violas in the modern sense of the term. This is obvious 
because of the range employed by the upper parts. The violin was in use at 
this time; indeed, one of Tunder's most famous pupils was the "Lubecker," 
Thomas Bal tzar, much admired for his skillful violin playing as far awa:y as 
England.15 The instrument was known and employed, as we shall see later, 
by Tunder. There are two probable reasons wby viols were selected for this 
cantata. First, the mellow sound was suited to the gravity of the text to 
be set and, secondly, the tone quality of the viol family would blend with 
the voices which they were doubling more readily than the brighter and more 
resonant violin. 
15 Quotation from diaries of John Evelyn and Samuel Pepys (1656) as noted in 
Weiss, Samuel Pepys, Curioso, p. 76. 
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The cantata is in A minor and six verses of the text are set. Inter-
estingly enough, it begins without introduction. The first verse, consist-
ing of eighteen measures, is set for soprano I in a simple statement of 
the chorale melody harmonized by the strings and continuo. The second 
verse is scored :for two tenors and un:figured bass, a combination favored 
in the renaissance and retained here and in another work of Tunder which 
we shall discuss presently.16 This setting is accomplished by elaboration 
of the chorale melody and imitation of figures derived from it. It is re-
produced in example #1 as an illustration and for purposes of comparison 
with a similarly scored duet in the cantata which will be considered next. 
The third verse is scored for bass solo, three viols and continuo. 
The cantus is stated simply in the solo voice, as in the setting of the 
first verse for soprano solo, but in this case the strings, instead of 
harmonizing the melody, play in free imitation above the solo voice. 
In verse four, Tunder sets the chorale in the style of a chorale-motet, 
with strings and continuo doubling the voices. The cantus is treated phrase 
by phrase, appearing in the soprano. Each phrase is introduced imitatively 
by the concerting voices, a technique of presentation which is utilized by 
all composers who employ the chorale as a basis for composition. For il-
lustration, the last phrase of this verse is included in example #2. 
Verse five is identical musically with verse three, being set for bass 
solo with string accompaniment, while verse six is a simple setting for SSATB 
of the chorale with the same harmonization as found in the string accompani-
ment of the first verse, thus tying the work together. 
16 See for example Schuetz, Symphoniae Sacrae I, #7 & 8, Barenreiter Aus-
gabe 3.561. 
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This cantata is not ver.y important except as an interesting example 
of the transition between the renaissance and baroque styles in German 
music. In comparison with the two other works which we shall discuss, 
however, it provides in the work of one composer a comprehensive look at 
the emerging combination of two styles of treatment. 
The chorale, while a unifying element and a source of inspiration to 
the composer, was also a limiting factor in composition. The method for 
treating the chorale in strict style was, as we have seen in this cantata, 
to set the cantua phrase by phrase, the melody carried completely in one 
voice, while the other voices accompanied it with imitative figures derived 
from the phrase. The result was a fragmenting and sectionalizing of each 
verse. It took almost one hundred years of experience and experimentation 
to produce the unified chorale-variations of J. S. Bach as found in the 
cantata "Christ Lag in Todesbanden" and "0 Mensch Bewein dein Sunde Gross" 
from the St. Matthew Passion. 
This elaboration or variation upon a cantus firmus might be termed 
for purposes of convenience the "German style," while the more simple, homo-
phonic and brilliant choral writing of the Italians and their pupils in Ger-
many might be termed the "Italian style." In the latter style one finds a 
differentiation between sol and choral treatment of the voice. The solo 
passages tend to be ornate and when more than one voice part is written, 
as in the ensemble sections of cantatas and other larger works, imitation 
is important. On the other hand, in the choral sections the stress is more 
on homophonic presentation and a rich, full sound, obtained by using more 
than four voice parts. Also, the emphasis is on vertical harmony rather 
than on counterpoint. In the Italian style the composer is free to let his 
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imagination have full play in expressing the sense of his text. ~fe shall 
see in the following cantatas of Tunder how the composer tends more and 
more toward a synthesis of these two styles; how, while retaining the chor-
ale as an integral part of the composition, he begins to employ Italian 
techniques. The chorale becomes less of a limiting factor and more of an 
inspiration. 
The second cantata of Tunder which we shall discuss is '~Wend ab Deinen 
Zorn, lieber Herr, mit Gnaden," £or six voices and six instruments. This 
work is considerably more varied and elaborate in technique than our first 
example and shows a strong Italian influence, reflecting Tunder's stuQy 
with Frescobaldi in Rome. 
It opens with a setting of the first verse of the chorale for Soprano I 
and strings which introduce the separate phrases of the cantus by pre-imita-
tion. Only four string parts and organ are used in this verse - three viols 
and violone. In form, this verse is essentially a chorale motet with the 
concerting voices played instead of sung. The principal imitative part 
which would be audible before the entrance of the cantua is the first violin. 
The other parts are generally not set in relief b,y rests before entrances 
and their imitations would tend to remain part of the harmonic background 
if the score were not consulted. 
The second verse is set for two tenors and figured bass. This duet 
is similar in harmonic treatment and vocal handling to some of the settings 
for equal voices found in the "IO.eines Geistliches Konzerten" of Heinrich 
Schuetz. It might be said that this duet is thoroughly enjoyable to sing 
from a musical standpoint as compared to the similarly scored duet in the 
previous cantata. In the second duet, the composer uses his imagination a 
- 17 -
little more and does not .feel as strongly bound by the chorale melody. Ex-
ample f/=3 is a comparison o.f the cantua and the duet. 
In the setting o.f verse three, Tunder returns to the chorale-motet 
treatment .for chorus. However, the six parts employed give the movement 
a sonority which one usually .finds in the simple harmonization technique 
employed in the cantatas o.f this period. Usually, when the cantua appears 
phrase by phrase over concerting voices, these concerting voices are held 
to three or .four in number so that the imitations may sound and the vocal 
lines be clear. In the simple harmonization technique .found in works o.f 
this period, vertical sound is o.f prime importance and, .for this purpose, 
extra voices are added - usually an extra soprano part and an extra tenor. 
Because these "paired voices" must operate in a restricted range (one half 
o.f what the,y would have without the extra voice) there is less room .for dis-
tinct imitative .figures which may be easily heard. This rich harmonization 
technique is a direct result o.f Italian influence, similar to the choral 
works o.f Carissimi, and in Germany, o.f Schuetz. In this setting o.f the 
third verse o.f the chorale, Tunder tries to combine the chorale-motet treat-
ment with the Italian sonority. The cantus is reserved .for the Soprano I 
part which is doubled by the .first viol part. These parts do not partici-
pate in the imitative development. 
The initial entrances o.f the concerting voices preceeding each phrase 
o.f the cantus as presented in the Soprano I part are imitative but with the 
entrance o.f the cantus become homophonic. ~ utilizing all the concerting 
voices at once after they have once entered on a phrase, the composer loses 
"maneuvering space" in which to continue his imitations. The principal 
thytlunic pulse in the cantua is the half note, while that o.f the concerting 
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voices is the eighth note. 
The setting of verse four is for trio of SSA with figured bass, 'Which 
doubles the alto. In this setting, the cantua never appears wholly in one 
part but is fragmented, tossed around between the voices and elaborated al-
most beyond recognition. 
In verse five, the bass solo voice carries the cantus against the five 
strings in long notes. The continuo doubles the voice, making the cantua 
the bass part on which the section is founded. Between appearances of the 
cantus the continuo joins the concerting voices. Pre-imitation is employed 
in short interludes between appearances of the cantus. 
Verse six is a large choral section scored for six voices, five viols 
and continuo. It also employs six vocal soloists who operate as a group 
opposed to the whole chorus. The movement is divided into two sections. 
The first section is in duple time and deals with the first two lines of 
the chorale. Each line is split into fragments with the treatment as fol-
lows: Each fragment of the melody is stated first by the full choir and 
then commented upon by the soloists. The two upper strings and voice parts 
are independent while the lower four string parts double the lower parts of 
the chorus. In this movement, the lower strings, excluding continuo, are 
used only when the chorus sings. The two upper string parts are used as a 
link between sections, whether chorus, solo or another part of the text. 
In the first section the chorus is treated homophonically while the solo 
group utilizes imitation - usually two of the voices in direct imitation 
and the other solo voices answering homophonically. The first section, 
dealing with supplication and prayer to escape death and danmation, is in 
- 19 -
A minor. At the words "through Thy mercy and spirit which is given to us 
through Christ," there is a modulation to C major which leads into the 
second main section which deals with the last two phrases of the chorale. 
The second section is treated essentially like the first as far as 
employment of resources is concerned. It is in triple time and makes use 
of contrasting instrumental and vocal groupings. It is brighter in charac-
ter due to rhythmic treatment and higher tonality reflecting the compara-
tively brighter sentiments of the text: ·"Make us like Him to live with Thee 
in the kingdom of Heaven." The verse and cantata end with the whole chorus 
joining in the last phrase of the cant us which is set canonically. Examples 
#5 & #6 are reproduced to illustrate the solo and choral writing in this 
cantata. The first is for the solo grouping, from the first section of 
verse six (DDT Vol. III, p. 137) and the second is the beginning of the set-
ting of the last phrase of the chorale as mentioned above (DDT Vol. III, p. 
141). 
In this cantata, Tunder has achieved unity by using the chorale through-
out the work as a basis for each movement. He has also gained variety by 
alternating this treatment, not only in the resources employed but also in 
the way he uses his resources. In verses one, three and five, the chorale 
is plainly stated in original form and the method of treatment is essentially 
German. On the other hand, in verses two, four and six the chorale melody 
is broken up, elaborated and used to suit the dramatic and expressive demands 
of the composer rather than as a fixed, recurrent theme which appears regu-
larly through pre-arranged plan. The treatm~nt of the instrumental and vocal 
resources is' also more Italian than German, ie, use of appositional forces, 
differentiation of solo and tutti writing. This cantata is more advanced 
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than the .first which we discussed, both in regard to the .forces employed 
and the techniques utilized. It shows a definite attempt to unite the 
German and Italian styles o.f writing. 
The last cantata o.f Tunder which we will discuss is "Ein Feste 
Burg" based on the hymn by Luther. It is in D Major and scored .for two 
violins, three violas, violone and organ. This is the most elaborate 
composition with a German text among Tunder's works included in the Denk-
maler collection. It begins with a sin.fonia .for instruments in two sec-
tions; the .first o.f twenty-two measures in duple time and the second o.f 
seventeen measures in triple time. This is the only choral-instrumental 
work o.f Tunder in the Denkmaler collection which has a separate instrumental 
section. Other works in the collection begin with short introductions .for 
strings but these lead immediately into the .first verse setting. 
The setting o.f the .first verse is. .for soprano I and strings and is 
marked "adagio." A small instrumental group is used, consisting o.f two 
violins, one viola and continuo. The chorale melody is carried in the solo 
voice and there are short interludes between phrases. This setting is not-
able .for shifts in time. It begins in triple meter and continues thus un-
til the beginning o.f the third phrase where, at the words "der al te bose 
.feind" it shifts to duple time with the direction "lento." It shifts back 
to triple time at the words "auf erd 'n ist nicht," with the "nicht" repeated 
.for emphasis. It then ends in duple time, repeating the last phrase. Here 
we .find a s.ymbolic touch in the combination in the strings o.f the .figure used 
previously .for "der alte bose .feind" with the material in the voice. Also, 
the use o.f the ~hythmic .figure JE:l. .for emphasis, which the composer also 
"ist" 
used in the trio o.f the previous cantata. 
- 21 -
The string parts in this movement utilize pre-imitation in the first 
stages based on the first notes o£ each phrase, but as the movement becomes 
more £ragmentar,r with swift time changes this becomes impossible. 
In this cantata, Tunder attempts, more than in any other work, to por-
tray the meaning o£ the words with all the means at his disposal and in 
this particular verse becomes almost madrigalian in his treatment. 
Verse two, also in D major, is scored £or six part chorus and two vio-
lins. Although no parts are indicated £or the lower strings in this move-
ment or the succeeding one, it seems logical to assume that Tunder intended 
them to double the voice parts as in the other cantatas. It was his prac-
tice to have the lower voices double the voices and the violins with their 
distinctive tone quality play free parts above the voices. We have seen 
this in the discussion o£ the previous cantata and it is also true o£ his 
Latin works £or chorus. It may well have been that Duben, in copying out 
the score, left out the parts which were merely doubling in order to con-
serve space on the page. It is also unlikely that in a full section o£ the 
work Tunder would leave out three parts when he had them available £or use 
in other sections. 
The verse (II) begins with a ten measure introduction £or violin I and 
II and continuo. This is imitative and based on a motive derived £rom the 
first phrase o£ the cant us. The introduction is followed by fourteen meas-
ures £or chorus. The first phrase o£ the chorale is stated and then elab-
orated upon. The strings and continuo are pitted against the voices and the 
voices in turn divided against each other - men versus women. Example #7 
illustrates this treatment (DDT Vol. III, p. 146). 
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There .follows a "battle scene" to the words "es streitet .fur uns" 
over a D major pedal built on the .following figure: 
in imitation o.f a trumpet call. It is begun by each of the violins in 
turn and then by each o.f the voices. Then the voices join in the rhythmic 
declamation o.f the words "streitet, streitet .fur uns" while the strings 
again pick up the trumpet call theme. There is an abrupt change to an 
adagio tempo as the alto and tenor parts finish the phrase. Then the en-
tire battle scene is again repeated, this time with a more elaborate imita-
tion o.f trumpets in both the voices and strings and gorgia passages .for 
tenor and alto. The next phrase begins without a break with the chorus 
alone entering by single voices in imitation "fragest du wer er ist?," 
then joining together in chords mounting in intensity as the words " wer 
er, wer er, wer er ist" are repeated. This is answered very simply by the 
tenor voice alone "er heisst Jesus Christ." Then the chorus joins to fin-
ish the verse in homophonic chords with a change to triple meter. The 
verse closes with ten measures .for strings and continuo which overlap the 
last chords in the chorus and are based on the last phrase in triple time. 
Verse three begins in D major, duple time, with the bass part in a 
gorgia elaboration over continuo o.f the first phrase of the cantus. (Ex-
ample #8). The other voices join in to complete the phrase, the tenor and 
bass paired against the soprano and alto. The next phrase is set in triple 
time. The chorus sets .forth the cantus homophonically while the violins 
set up a descending motif in smaller note values. After this presentation 
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of the cantua the voices begin a commentary utilizing the motif set up by 
the violins previously. The voices enter in imitation singly at first and 
then in pairs. These short episodes are separated by imitative interludes 
for the violins. The setting of the second phrase comes to a close with a 
homophonic restatement by the voices and strings. 
The third phrase, in duple time, is set off by an interlude for violins 
and continuo. The men's voices state the cantua and then it is elaborated 
upon, first homophonically and then imitatively, soprano and alto versus 
tenor and bass versus strings and then it closes homophonically. 
The last phrase is sung by the soprano voice alone in triple time, fol-
lowed b~ a short ritornello for strings and continuo. This last phrase is 
reproduced in example 19 to show the type of simple elaboration that Tunder 
uses in setting a chorale melody. This type of triple time setting is the 
basis for many of the imitative figures in this work. 
There is no break between the previous verse and the one that follows. 
-
In fact, there is no mention of a fourth verse at all. Probably, the next 
section is not considered as a separate verse by the composer because the 
text answers or completes the idea of the previous one. Verse four begins 
as a continuation of verse three with the first phrase carried in the tenor 
voice alone. After a short commentary by the other voices, the phrase is 
repeated by soprano voice and again commented upon by the other voices. The 
second phrase is set homophonically with melody alternating between bass and 
soprano. The third phrase begins imitatively in the voices which enter one 
by one and then ends with separated chords, for emphasis on the words "Leib, 
Gut, Ehr, Kind." Then follows a section marked presto in which the voices 
are imitative in pairs. The last phrase is repeated in duple time, giving 
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a sense of finality to the work and ending it. 
In this cantata the emphasis in development of the setting of the chor-
ale on which it is based is on the elaboration and variation of the single 
phrase rather than on the verse. Motives derived from the individual phrase 
were important in the other cantatas considered but in this particular can-
tata one might say that the divisions of the work come at the phrase level 
rather than at the verse level. Abundant contrast is provided by setting 
no two phrases in succession in the same manner. On the other hand, this 
has a tendency to fragment the work into seemingly unrelated bits and pieces. 
This is particularly true in the setting of the first verse. In any case, 
the work is well written for the voice, as are all three works discussed, 
and there are passages in all the works which would be well worth perform-
ing for singers and instrwnentalists alike. 
THE CHORALE CANTATAS OF DIETRICH BUXTEHUDE 
Buxtehude was born in Helsingborg, Denmark, probably in 1637 and died 
in Luebeck in 1707.17 It seems probable that he received his early musical 
training from his father who was an organist. His later teachers are not 
. 
known, but it is probable that he was influenced by, if not an actual stu-
dent of, Theile who lived in Luebeck until 1673 and of his predecessor at 
St. Mary's church, Franz Tunder, whose daughter Buxtehude married. Although 
he made no Italian journey, the influence of the Italian baroque is apparent 
in his work. Theile was a pupil of Schuetz who did so much to introduce 
Italian innovations into Germany and Tunder was a pupil of Frescobaldi. Fol-
lowing the death of Tunder, Buxtehude was offered and accepted the position 
17 Hutchins, op. cit. p. 33; Eitner, op. cit., p. 472; BusziO, Mus. Quarterly, 
May 1937, Vol. 23, P• 465. 
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of organist at St.· Mary's in Luebeck in 1668. He continued in the position 
of "werkmeister" which had been assumed b,y Tunder, as previously mentioned. 
Buxtehude was best known in his own time for the "Abendmusiken," a 
series of evening concerts of sacred music performed during the last three 
Sundays of Advent and the last two Sundays of Trinity. These concerts were 
not a part of his regular duties for the church nor the obligation of the 
singers and instrumentalists who took part. Reimbursement for the perform-
ers was sought through offerings and sponsorships. In the years for which 
records exist, it appears that two cantatas and a concluding chorale com-
prised the program of each concert. Hutchins points out that most of the 
music known to have been composed for these concerts which survive are in-
tended for a small group of performers, although Buxtehude had the choir gall-
ery enlarged in 1669 to accomodate forty singers and players. It is likely 
that he was somewhat handicapped at times by the quality of the performers 
at hand. His vocal music was written to be sung and therefore reflects the 
performing forces at his disposal at a given time. When he had the resour-
ces available he used them. 
The church had its own collection of musical instruments, some of which 
were purchased by Buxtehude for use in the Abendmusiken. The collection of 
wind instruments included six trumpets with mutes. In 1705 the church pur-
chased tympani.18 
Buxtehude's writings for organ include freely composed works and works 
based on chorales. To a certain extent, movements in his vocal works are 
based on treatments first utilized in his chorale preludes.l9 However, his 
18 Hutchins, op. cit, p. 33. 
19 Spitta, J. s. Bach, Vol. I, p. 297. 
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vocal writing is mainly homophonic when writing for full chorus. His 
choral writing for three voices or less is more free, alternating homo-
phonic and contrapuntal writing. A good comparison here is the chorale-
concertato WWachet auf, ruft uns die Stimme" for alto, tenor and bass 
(contrapuntal) with the choral writing in the cantata "Alles Was Ihr Tut," 
(homonphonic) for five part chorus. In his writing for the combination 
of instruments and voices there is a definite separation of vocal and in-
strumental idioms. In the limiting of movement of the vocal parts in com-
positions employing four or more parts we see again the limitation imposed 
by the necessity of hearing distinctly the melodic lines which are written, 
mentioned in the discussion of Tunder's vocal writing. Another limitation 
is, of course, the useful range of the voices employed. The music of Tun-
der and Buxtehude is eminently singable because it places the voices in 
the position where they can show to best advantage. This utilitarianism 
results in a certain monotony of sound in the choral sections. 
The first chorale-cantata of Buxtehude to be discussed is "Jesu, 
Meine Freude," scored for three part chorus of two soprani and bass with 
three solo voices, two violins, bassoon and continuo. The work is based 
on the melody by Johann Crueger (165.3) and verses by Johann Franck (1658). 
The edition used for this study is the contemporary one by Barenreiter, 
BA 487. 
This cantata is a good example of the simple German chorale cantata 
of the middle baroque. The writing for chorus is essentially homophonic 
and there is little real development in the work. In spite of its simplic-
ity of conception it is effective through its straightforward presentation 
of the chorale and text. The slight deviations from the strict cantus in 
- 27 -
the choral sections and the more extended and personal solos help to sus-
tain interest and create more variety than in some of the other cantatas 
of the same composer, for example, "Alles Was Ihr Tut," where the same 
musical material is presented over and over again. 
There are three contemporary editions of the work. The Peters edition 
and the Barenreiter edition conform closely to the Uppsala manuscripts which 
are the original source for the work. The Hinrichsen edition, however, edi-
ted by Robert Groves, is an arrangement for four part chorus instead of the 
three part setting of the original. No change has been made in the origi-
nal harmonies by the addition of a tenor part; however, an additional son-
ority is gained in performance by the addition of this voice. In the last 
edition, the English translation of the text by Charles Sandford Terry has 
been employed. 
In actual performance we have found it useful to combine the best 
features of the Barenreiter and Hinrichsen editions, using the Barenreiter 
instrumental parts and continuo realization except in verse five, where 
the Hinrichsen realization seemed more satisfactory, and the four part Hen-
richsen vocal score which is fuller in sound and which has an English trans-
lation. 
One is reminded in studying this work of the motet by J. S. Bach based 
on the same chorale. Spitta remarks in his study of Bach that "He must 
have known this piece, and that consciously or unconsciously he must have 
been thinking of it ••• when he wrote his lovely motet."20 We shall discuss 
these similarities when we come to them in considering the individual verse 
settings. 
20 Ibid, p. 308. 
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The work begins with a sonata for the instruments marked ••Allegro 
non troppo - Grave - Allegro," the form or the Italian baroque overture. 
The first and last sections are contrapuntal, while the contrasting slow 
section is homophonic. The first section motif is an outline o£ the E 
minor tonic triad from the fifth down, while the motif upon which the con-
cluding section is based is the skip or the dominant to tonic. (See ex-
ample #10). In no part of this sonata is the cantus sounded, and for the 
first time among the compositions which we have been considering we have 
really instrumentally conceived writing for the instruments and vocally 
effective writing for the voices existing side by side. Previously, in 
the other works we have discussed, if words had been set to the instrumental 
parts, they could have been sung effectively. In this sonata and in some or 
the ri tornelli occurring later we have writing that could only be performed 
by instruments. 
The first verse or the chorale is set for chorus, instruments and con-
tinuo. Each phrase is set simply .f'or chorus and punctuated by two measure 
interludes for the instruments. A moving bass part in eighth notes at 
junctions of the sub-phrases, doubled by continuo, help to keep the verse 
moving. At the conclusion of the choral part, there is a nine measure rit-
ornello for strings which is in effect, a duet for the violins supported by 
continuo and bassoon. 
The second verse is set for soprano solo with continuo and concludes 
with the same ritornelb .f'or strings and bassoon which marked the end or 
the previous movement for chorus. This verse is marked "allegro ma non 
troppott and, as all the verses of the cantata, is in E minor. In this 
verse one finds more florid writing than is found perhaps in any other move-
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ment of the work. While no complete phrase of the chorale is stated, its 
presence can be felt throughout. An air of defiance is created by long 
roulades of 16th notes throughout the verse. Only at the end comes a more 
calm feeling of assurance at the words "Jesus will mich dekken." Here 
the sixteenth notes in the last full measure of the voice part take on 
more the character of a realized cadential ornament. (Example #11). 
Verse three is set for bass solo and strings in triple time. Here one 
cannot but recall the setting of the same words by J. s. Bach in his motet 
of the same name, nor keep from thinking that the later composer must have 
known the Buxtehude work. In this verse the solo line varies in its use 
of the chorale. Sometimes the mel~ is directly stated, sometimes a har-
monizing base line is presented. Extremely virtuosic singing is required 
qy the solo voice. Example #12 illustrates the difficulty of the writing 
for the solo voice and also how vividly the words are presented in music. 
The instruments now and then repeat or echo what has been sung by the voices. 
The string ritornello which closes this movement is based on the chorale, 
but does not quote it exactly. (See example #lJ). 
The setting of the fourth verse is also in triple time, but this time 
for chorus. It is similar in treatment to the previous verse in the echoing 
of the voices by the strings. This verse, among the settings for chorus, 
is the freest in its treatment of the chorale melody, but it still is ver,r 
simple and lyric in its handling. Particularly effective are the last four-
teen measures of this verse for the chorus with its mood of exaltation at 
the words "Jesus is beside me ever," followed by the repeated words "naught 
from me can sever." The ritornello which closes the verse is identical 
with the one in verse three. 
- JO -
Verse five, perhaps the most expressively beautiful, is for soprano 
and continuo in six-eighth time marked "andante molto expressive." In 
this verse, the soul bids farewell to earthly fetters. Here the chorale 
mel~ is treated with ornamentation and greatly extended. It conclUdes 
with a ri tornello of nine measures for instruments. 
The concluding verse, marked "maestoso," in duple time, is for the 
chorus and instruments in a simple statement of the chorale in five part 
harmony. 
The next cantata of Buxtehude which we shall consider is "Du Friede-
furst, Herr J esu Christ 11 based on the chorale by Jacob Ebert and Bartholo-
maius Gesius (1601). The edition used for this study is b,y Barenreiter, 
BA JJ62, edited by Bruno Grusnick. This is the second of two similar com-
positions based on this chorale, both of which are found in the Duben col-
lection of the University of Uppsala. 
The cantata is very short and simple in its treatment. It is in B 
flat major, scored for five voices (SSATB), two violins, violone and organ. 
Three verses of the text are set. The first two are identical, the vocal 
parts being a simple harmonization of the chorale. The instruments begin 
the work with an introduction of twelve measures and the verses are separa-
ted by identical ritornelli. In the settings of the first two verses of 
the chorale it is presented phrase by phrase, each phrase separated by a 
short instrumental interlude. The strings do not pl~ while the voices are 
singing except at the end of each verse where the beginning of the ritor-
nello overlaps in the last three measures of the verse. (See example #14). 
This example illustrates chorale harmonization and interlude treatment in 
this cantata. 
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The third verse begins in the same manner as the first two. However, 
at the end of the second phrase, there is a change from duple to triple 
time and a free variation completes the verse. (See example #16). 
After the conclusion of the third verse at measure 10.5, the word "Amen" 
is set contrapuntally. This free concluding section may be divided into 
three portions. In the first part the technique employed is imitation by 
duet - first soprano and tenor versus second soprano and bass. In the cen-
tral· portion, first the bass and then the tenor state the imitative figure 
which is then imitated in pairs by the other voices. The cantata closed 
with all the voices and instruments joining in a harmonization of the figure. 
In this concluding "Amen" section the strings appear by themselves in oppo-
sition to the voices and in duet or trio with the single voices in the cen-
tral part of the section (tenor and bass). 
This cantata is not profound in its development by any means and it 
shows one of the characteristics of Buxtehude's vocal writing as pointed 
out by Spitta, namely that of repetition of the same material.21 Because 
this cantata is not long, taking only about seven minutes to perform, the 
repetition in this case does not prevent it from being an enjoyable work to 
sing and hear. The elaboration of the last verse serves to provide some var-
iety and demonstrates the composer's liking for Italianate vocal writing with 
its rich harmonies and cascades of thirds sounded by paired voices in imitation. 
THE CHORALE CANTATAS OF JOHANN PACHELBEL 
The last composer whose works we shall discuss is Johann Pachelbel, born 
in 16.53 and died in 1706. He studied with Schwemmer and Kerl and was, in ad-
21 Ibid, p. 294. 
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dition, assistant organist to the latter in Vienna. His posts as organist 
included Eisenach, Erfurt, Stuttgart and, finally, Nuremburg.22 Pachelbel 
was important as an organist and composer in introducing techniques of play-
ing and composition from Southern Germany to the central and North German 
composers. He is rated by Bukofzer as one of the greatest organists in the 
generation before J. s. Bach.23 A prolific composer, he wrote among other 
things, ninety-four magnificats for organ! Pachelbel was active in the field 
of secular music as well as music for the church, composing instrumental 
suites, sonatas, etc. His vocal works first came to general notice with the 
publication of Volume VI of the Denkmaler der Tonkunst in Bayern. Since 
that time other works - instrumentally accompanied arias and elaborate choral 
works - have come to light.24 
Pachelbel' s choral works utilize chordal and declamatory, fugal and free-
ly constructed arioso treatments of texts. He set Latin as well as German 
texts, the latter often based on both chorale texts and melodies. Models 
for many of his chorale-cantatas may be found in his organ works on the same 
subjects. He was a close friend of the Bach family, having been the teacher 
of J. s. Bach's older brother Christolph. It is not unlikely then that J. S. 
Bach knew Pachelbel's organ and choral works and that he was influenced b,y 
them. This influence in the organ works has been acknowledged but, as will 
be seen, there is a strong possibility that his choral works also had an in-
fluence on the young Bach. 
The first cantata by Pachelbel to be considered is "Was Gott tut das 
ist wohlgetan," based on the chorale by Samuel Rodigast and Severus Gastorius 
22 Eitner, Moser, Walther, Groves - Articles on life and career of Pachelbel. 
23 Bukofzer, op. cit., p. 265. 
24 Eggegrecht - Forward to score of "Christ lag in Todesbanden," Barenreiter 
Ausgabe 2875. 
25 Spitta, op. cit., p. 111-113. 
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(1681). The edition consulted is that found in the DTB "Nuremburg Masters 
of the second half of the 16th Century" edited by Max Seiffert, Breitkopf 
and Haertel, 190.5. The work is in G major and begins with a sonata for 
two violins, two violas, bassoon and continuo of eleven measures. The 
setting of the first verse is a simple statement of the chorale melody 
by the soprano voice accompanied by the two violas, bassoon and continuo. 
Each phrase is separated by a short instrumental interlude in which pre-
imitation is utilized to some extent. Essentially, however, it is a simple 
harmonization accompanying the voice. This verse is followed by the instru-
mental sonata again. It is as though Pachelbel were here setting in relief 
the basis for the whole work, separating it from the variations which follow. 
Verse two is a duet for alto, tenor and continuo. It is a free imita-
tive treatment based upon motives derived from the cantus. The soprano 
voice initiates each imitation. (See example #17). The second verse 
leads without pause into the third verse which is set for full chorus and 
instruments. Each phrase is treated in a different manner. In the first 
phrase the voices state the cantus in a simple harmonization. The lower in-
struments double the lower three voices while the two violins play freely 
above. The soprano part is not given instrumental support. 
In the second phrase, only the soprano, alto and tenor voices are used, 
and the strings are silent. An elaboration of the cantus in sixteenth notes 
is the imitative figure which forms the basis for this section, stated first 
by soprano and answered at first singly and then paired by the two other 
voices. The third phrase is set homophonically for all the voices and the 
strings. The last phrase is an extended imitation. of the elaborated cantus. 
(See example #18). 
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Verse four is set for bass with full instrumental group which carries 
the harmonized cantus. The voice, as an obligato sings between the phrases 
of the cantus as well as during, similar to the setting of verse three in 
the Pachelbel setting of "Christ lag in Todesbanden." The treatment of the 
voice in this cantata is more lyric and less rigid than in "Christ lag in 
Todesbanden," however. After verse four the instrumental sonata is repeated 
again. 
Verse five is for full chorus and orchestra and is written in the old 
motet style. The cantus is presented in the soprano part with the violins 
combined to double it. The lower voices introduce the phrases of the chor-
ale b.1 pre-imitation. The pre-imitation is set up like a trio which is com-
pleted prior to the entrance of the cantus and then repeated during its pre-
sentation. 
Verse six is set for full chorus and orchestra. It begins with the 
identical setting of the first phrase of the chorale as found in verse three. 
The second phrase is more elaborate, consisting of a dialogue between soprano 
and bass, the latter accompanied by violins I and II. The phrase is conclu-
ded with a full homophonic setting of the cantus for voices and instruments. 
Phrase three is treated imitatively, the strings being silent, with the 
imitative figure being the cantus in diminution. The last part of the phrase 
"in seinen armen halten," is then treated freely in all parts, (See example 
#19), with the lower strings doubling and the violins playing freely above. 
The last phrase is a lengthened and expanded version of the last phrase 
in verse three. 
The second work of Pachelbel which we shall discuss is the Easter can-
tata, "Christ Lag in Todesbanden," based on the text by Martin Luther. The 
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chorale meloqy is based on the plainsong hymn "Victimae Paschali" and bears 
a resemblance to the old German Kyrileis, "Christ ist erstanden." It is 
scored for four part choir (SATB), four solo voices, two violins, three vio-
las, bassoon and continuo. The Barenrei ter edition BA 287 5, edited by Hans 
Eggebrecht, is the basis for our study. 
In considering the organization and treatment of the chorale in this 
cantata, one cannot help but be reminded of the cantata of J. s. Bach based 
on the same chorale. Similarities between the two works will be noted as 
each verse is discussed. 
The first verse is set for chorus and strings and begins with an instru-
mental introduction of twelve measures. This is based on imitation of a fif-
ure derived from the first notes of the first phrase of the chorale. The 
soprano voice of the chorus carried the cantus, doubled by the first viola 
part in this verse. It is presented in long notes while the concerting voices 
move in smaller time values. The cantus as employed in this cantata is the 
old modal fonn of the meloey. Example #20 is a comparison of the cant us as 
employed by Pachelbel and by Bach. The second and third violas and basoon 
double the alto, tenor and bass parts, respectively, in this verse, while 
the violins pl~ freely above. This treatment is identical with the one used 
by Bach in his later work, except that in the Bach setting the bass voice is 
not strictly doubled by any instrument throughout. The concerting voices em-
ploy an off-beat imitative figure reproduced in example #21, which is similar 
to the Bach figure, as one can see. After the first entrance of the cantua, 
the concerting voices introduce each successive appearance of the cantua with 
pre-imitation as in the Bach setting. The imitative figure in the setting 
of the last phrase is identical with that of the Bach setting but, whereas 
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Bach uses it as the basis of a contrapuntal development section in closing 
his setting of the first verse, Pachelbel ends his setting of the first 
verse simply after the cantua has been stated in the soprano. 
Verse two is a duet for soprano and tenor solo and continuo. It de-
pends for structure on the phrases of the chorale, but while motives from 
the chorale are utilized, it never appears fully in this verse. The voices 
are treated imitatively with first one and then the other initiating the dia-
logue. The last phrase of the text "halleluja" is the basis for extended imi-
tative treatment. (See example #23). In the Bach cantata this verse is also 
set for duet (soprano and alto). The Pachelbel verse two is identical with 
verse six. The illustration in example #23 is somewhat similar to the Bach 
setting of the sixth verse which is also set for soprano and tenor. Bach 
makes use of a triplet imitative figure, however, which changes the feeling 
of the verse setting considerably. Indeed, the texts of the two verses are 
dissimilar, the first dealing with the domination of death over mankind and 
the second with the victory of life over death. It is significant in con-
trasting the two works to note that Pachelbel did not set the two verses dif-
ferently, while Bach did. 
Verse three is set for basssolo and four strings, bassoon and continuo. 
The two violin parts join to carry the cantus while the bass solo sings an 
obligato part calling for extremes of range and agility. The voice here is 
treated mach as a solo stop on the organ with the strings carrying the can-
tua and harmonization. 
Verse four is set for tenor and alto solo. The verse is divided be-
tween them and they do not sing together. Strings are employed for fanfare-
like interludes between sections for the tenor voice which describe the 
"" 
v 
r A ,. ft 
_U~,. 
-' 
'\. ., ..: • v 
... 
-
- .fc..\A - ae-
~ 
......,_ 
..,. ..... ,. I n I II.~ I I .I r "T I I 
. I 
' 
'\.... ,. • • . . , ,/ . • 
..... 
~, -
·fa.""- ~-~. &.l 
-· 
. \_ .0~' I \, fl' I I 
::' -· , J I I I -.· I ~ I • -
~ 
'J 
• ., r " -~ .. I ...... '!" 
-
_j_ 
' 
-
. 
lu -
. 
- I c: - JQ 
-
II I I • ~ • 
' 
I ~ .A I I I I ~ 
""' 
.&• 
-
I 
c., 
\c:- lu-
. ~ -JC.• 
1_, 
• I. a .... I "I • ...- "!"' L I 
J g .il 
--
I 
., ~ 
.},,. 
v 
.. flo. L 
1 _I' _11 
I\. .I • • • • • ,.1 I I It 1_ II _t' I 0 
-
. 
• 
, 
•...:.. -«:.;; , le l11 • do.. , tfrl( • It- -lu 
- ~--· 
I I ~ 1 11 11 1'\ ~ .L 
IJII 
"' • • • 
. ~ J .I I' I' I I 
. .. 
• 
, ... 
' ~ •• 1 lc _ lu -j4 1 ~&, 1.-- to- d"' 
"-• 
_I r 
J I 
1 
~i.t.1htation 
J BRAND No. 12 
_I_ 
... 
' • 
I 
• 
t 
__),_~ 
T 
• ~ 
~ I I 
I 1.-4 
ti-c.. I 
I I 
" 
n , i I I' 
• • .. 
le - lu 
. t+r,..(-
- JCA I 
-r 
.. 
I • ,.1 • I ... . 
tf&l 
r L _L _I_ 
D 
I 
I 
..._ -· 
1"-
- 37 -
battle between life and death. This use of instruments to achieve military 
sounding effects can be seen in quite a few works of the baroque period. An 
example has been seen in our discussion of the Tunder cantata, "Ein Feste 
Burg." The tenor voice drops out and the alto voice takes over at the words 
"Die Schrifft hat verkundet das" and continues to the end of the verse. The 
strings do not reappear. The vocal material presented by the soloists does 
not directly state the cantus but use motives derived from the cantua as 
their basis. The structure of the verse follows the choral text, but par-
ticularly in the first half of the verse repetition is employed for emphasis. 
Verse five is set for chorus in motet-style with the cantus carried in 
the tenor voice. The lower strings double the voices as in the first move-
ment while the upper strings play freely. The concerting voices introduce 
the phrases of the cantus by pre-imitation. Verse six as previously men-
tioned is identical with verse two. 
In the concluding verse Pachelbel departs for the first time from can-
tua altogether. This is unusual, as the tendency was to conclude with some 
type of choral setting in which the cantus was prominent. Also, in this can-
tata ~ pattern has been set up in which ever.y other verse employs the cantus 
entire (ie., 1,3 & 5) while the alternate verse settings are more free, al-
though based on motives derived from the cantua. It must be said that this 
movement of the cantata does not measure up to the musical standard set in 
the earlier verses. Pachelbel's inventiveness seems to have been sharper 
when he had a choraJemelody to build his work on. The verse is set for 
chorus, strings and continuo with the same doubling as in the other choral 
settings. It is composed of alternate homophonic and imitative sections 
and follows the structure of the choraletext. Following the treatment of 
- 38-
all the words, an eighteen measure variation on "halleluja" occurs in which 
the voices are paired for imitation, soprano and bass versus alto and tenor. 
The first and second violins play freely but are paired with the soprano and 
bass, while the second and third viola double the alto and tenor. All the 
voices and instruments join for the last six measures. Example #24 illus-
trates the imitative pairing of the voices in this last verse. 
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CHAPTER THREE 
In the previous chapter we have seen representative examples of chor-
ale treatment for voices and instruments by three composers of the German 
Seventeenth Century baroque. Through consideration of these works of Tun-
der, Buxtehude and Pachelbel we may trace the development of chorale treat-
ment utilized in the works of J. s. Bach, in particular the chorale-cantata, 
"Christ lag in Todesbanden" (Cantata //:4). Let us call particular attention 
to some of these methods of treatment as found in Cantata #4 of Bach and 
their counterparts in the works we have discussed. 
The first verse of the Bach Cantata #4 is set for chorus and orchestra, 
the cantus being carried in the soprano part, with the lower voices and strings 
acting as concerting voices. We find examples of this technique in two of the 
Tunder cantatas we have considered, viz., "Helf Mir Gott•s Gute Preisen" and 
"Wend ab Deinen Zorn, Lieber Herr, mit Gnaden," and in both of the Pachelbel 
cantatas: "Du Friedefurst Herr Jesu Christ" and "Christ lag in Todesbanden." 
The method of doubling the alto, tenor and bass parts by the lower strings 
while the upper strings play freely above is found in the Bach cantata //:4 
and is characteristic of this type of setting by Tunder and Pachelbel in the 
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cantatas mentioned above. 
The duet technique for voices and continuo of the second verse of the 
Bach cantata #4 has its precursors in the duets of Tunder's ''Wend ab deinen 
Zorn, lieber Herr, mit Gnaden," and "Helf mir, Gott•s Gute Preisen," pre-
sented in full earlier in this document. The relationship between the duets 
of the Pachelbel "Christ lag in Todesbanden" and those of the Bach cantata 
of the same name is more readily apparent and had been already commented up-
on in Chapter Two. 
Verse three of the Bach cantata #4 is set for tenor solo, violin and 
continuo. The voice carries the cantus, while the violins pl~ an obligato 
above. This use of the voice to carzy the cant us, accompanied freely by 
strings, is found in Tunder's "Helf Mir Gott•s Gute Preisen" (verse three) 
and in verse one of ''Was Gott tut das ist wohlgetan" of Pachelbel. However, 
in these earlier works, more than one_ instrumental part is employed above 
the voice and the writing is not nearly so characteristic for the instruments 
as in the Bach setting. 
In verse four of. Bach's cantata #4 the chorale is set for voices and 
continuo· with the cantus carried by the alto part. This is the old chorale-
motet style of treatment and finds precedent among the works we have dis-
cussed in verse four of "Relf mir, Gott•s Gute Preisen" of Tunder and verse 
five of "Was Gott tut das ist wohlgetan" of Pachelbel. 
For verse five of Bach's cantata #4, set for bass solo and strings, we 
can find models in verse five of "Wend ab deinen Zorn, lieber Herr, mid Gna-
den" of Tunder, verse three of "Jesu Meine Freude" by Buxtehude and verse 
four of ~vas Gott tut, das ist wohlgetan" of Pachelbel, illustrating alter-
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nation of strict cantua and commentary on it by the solo voice and instru-
ments. 
Verse six of the Bach cantata #4 is, again, a duet whose similarities 
to the Pachelbel setting of this same verse have already been pointed out. 
The concluding verse of the Bach cantata #4 is a simple harmonization 
of the chorale, similar to that found in Tund.er's ''Wend ab deinen Zorn, 
lieber Herr, mid Gnaden," (verse five) and Buxtehude's "Du Friedefurst 
Herr Jesu Christ," (verses one and two) and "Jesu Meine Freude," (verse six). 
Thus we have seen how each of the works which we have discussed helps 
to shed some light on the background of the chorale treatment in the canta-
tas of Bach and, in particular, his use of the chorale in the cantata "Christ 
lag in Todesbanden." 
What is the desirability of performing these works today, not as histor-
ical curiosities, but as valid musical expressions which have meaning to per-
formers and audiences alike? Let us restrict our question further to apply 
to the amateur volunteer protestant church choir in America and the congre-
gation for which it sings. The cantatas of the Seventeenth Century German 
baroque have a definite appeal which is based on several factors. First of 
all, the use of the chorale as a basis for composition. This factor is par-
ticularly true in congregations which regularly sing chorales as a part of 
their corporate worship experience. However, a good sturdy tune is appreci-
ated by most people and the chorales which form the basis for most of these 
works are of exc.ellent musical worth. 
Secondly, the cantatas of this period are essentially straightforward 
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expressions of the texts which they set. This has its effect both on the 
performers and upon the listeners. Thirdly, there is a sonority which is 
rich and appealing to the ear in these early baroque works. We have writ-
ten of this in our discussions in the preceding chapter. This music is 
written to sound well for voices and instruments. 
The works of this period vary in difficulty but, in general, it could 
be said that they are relatively easy to sing - and for that reason, coupled 
with their musical worth, they are excellent material with which to intro-
duce a volunteer choir to instrumentally accompanied works of larger dimen-
sions than the church anthem. Many of them may be performed by an amateur 
choir of no more than twenty-five voices, accompanied by organ and a few 
instruments. This is the combination that they were written for originally. 
In considering the works which we have discussed in Chapte·r Two with 
regard to performance, let us first point out that it is practically a nec-
essity that these works be done in English in order that the music have mean-
ing for the performers and listeners if it is to be presented in church. 
Some churches which are composed primarily of German people and which still 
hold services in German might be able to present these cantatas in their 
original tongue. However, for the average protestant church in America, 
this would not be feasible. 
Of the three cantatas of Tunder which we have discussed, it is the 
opinion of the writer that the latter two, #16 and #17, would be suitable 
for modern performance in the protestant church. Number 15 is more of an 
historical curiosity and we feel its appeal would be limited. The two other 
cantatas discussed would be suitable for performance by church choirs with 
the second, #17, being the more difficult to prepare in the average church 
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because of the resources required, but perhaps more rewarding for both per-
formers and listeners. It will be recalled that this cantata, based on 
"Ein Feste Burg" calls for six instruments, six part choir and a solo en-
semble of six singers. In addition to the personnel involved, it also calls 
for a high degree of technical skill on the part of the singers and the 
string ensemble calls for three viola parts. This should not discourage 
performances. However, it does present problems which would be difficult 
for the small church to solve. In the matter of the three viola parts, it 
should be pointed out that this problem occurs frequently in choral ... instru-
mental works of this period and before. One solution to the problem is to 
transpose the work up and substitute violins for one or two o~ the viola 
parts. This has been done successfully in the Richard Gore edition for the 
Concordia Publishing House of the Heinrich Schuetz "Seven Last Words of 
Christ on the Cross." Whether this is musicologically correct or not, it 
has made it possible for many more churches to have the opportunity of per-
forming and hearing this work. These works were meant to be performed and 
it is reasonable to assume that they were altered to suit changing conditions 
when necessary during the period when they were written. Thus, adjustments 
of this kind to make performance possible would be perfectly in order. 
The problem of performance in the case of the three Tunder cantatas 
which we have discussed is that they exist in published form only in the 
Denkmaler edition. To be performed in this country, it would be necessary 
to prepare editions in English and to transpose the parts into contemporary 
clefs as has been done in the examples presented in this document. It is 
hoped that this will be done in the future so that singers and instrumental-
ists may have the opportunity of performing these interesting works. 
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The two cantatas of Buxtehude which were discussed both exist in mod-
ern editions. "Jesu, Meine Freude" can be found in three different edi-
tions, one of which is in English. This work, while simple in conception, 
and not difficult to perform adequately, is very rewarding for both lis-
tener and performer and has been done frequently in this country. ••nu 
Friedefurst, Herr Jesu Christ" exists only in the Barenreiter edition with 
German text. Several years ago, however, an agreement was made with the 
Concordia Publishing House in this country to bring out English editions 
of German baroque cantatas published by Barenreiter. It is hoped that this 
cantata might be included among them in the future. 
Of the two cantatas by Pachelbel included in our stuQy the first, 
"Was Gott tut, das ist wohlgetan" is published only in the Denkmaler edi-
tion. This is very unfortunate as this work could be done well by the 
average choir and is worthy of a hearing. The same problems in performance 
apply here as in the Tunder works. The last cantata which was discussed, 
"Christ lag in Todesbanden," exists in a contemporary edition by Barenreiter 
with English and German text released through the Concordia Publishing House 
and is readily available in this country. It requires a well trained chorus, 
good soloists and competent string pl~ers for a good performance. Musicallly, 
it is rewarding but it suffers by comparison with the work of the same name 
by J. S. Bach. 
CONCLUSION 
In conclusion, let us summarize briefly the .findings o.f this document. 
J. S. Bach was greatly influenced in his vocal-instrumental treatment o.f 
the chorale by the works o.f his predecessors, as exemplified in the works 
o.f Tunder, Buxtehude and Pachelbel discussed in this document. In the 
works o.f these composers one may trace the developmen~ o.f chorale treat-
ment .from the simple chorale-motet o.f Schein and Scheidt to the .full de-
veloped chorale-cantata, such as the Bach cantata, "Christ lag in Todes-
banden." 
The methods o.f chorale treatment .for large groups o.f voices included 
either use o.f strict cantus .firmus or concertato style. In the latter, con-
trasting groups o.f players and singers were used, employing .figural imita-
tions derived .from the cantus but rarely the cantus itself. Smaller en-
sembles, solos, duets or trios, were utilized to set contrasting verses 
o.f the text. The settings .for smaller groups ~.r voices also may be divi-
ded into two groupings: Those in which the voice or voices carry the un-
altered cantus and, those which were based on the cantus but in which the 
cantus per se never appeared. 
The instrumental role in these works varied. In choral settings in 
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which the cantua was strictly stated, the instruments doubled the voice 
parts when four instrumental parts were employed. If more instruments 
were used the lower four strings doubled the voices and the upper strings 
played freely above the voices. In concertato movements the strings com-
prised an equal grouping with the voices but were pitted against them 
rather than playing with them, excluding of course the continuo. Solo 
or duet settings varied between use of the full strings as mere harmoni-
zation for the cantua carried in the voice to solo obligato treatment of 
one or more string parts. Short preludes, overtures or sinfonias were 
sometimes employed in these works. These were quite often based on mot-
ives derived from the chorale which formed the basis of the work. Ritor-
nelli separating the verse settings were also employed, particularly in 
the cantatas of Buxtehude. Idiomatic writing for strings did not appear 
until the latter part of the period in question (1675-1700). Up to this 
time, in the works of Tu.nder and, to a certain extent, those of Buxtehude 
and Pachelbel, the role of the strings was primarily that of doubling the 
voice parts and one does not find a great deal of difference in the type 
of writing for voices and instruments. Even when the strings play alone 
there is little difference between their parts and those written for the 
voices. There are no large melodic leaps and, rhythmically, it is rare to 
find a smaller value than the eighth note. In the later works of Buxtehude 
and Pachelbel one begins to find writing which could only be performed b,y 
instruments, and growing exploitation of the possibilities of the instru-
mental forces. 
Finally, it is our feeling that in this large and as yet relatively 
untapped field of the baroque cantata, there can be found musically inter-
esting and spiritually satisfying literature with which to supplement the 
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repertory of larger sacred vocal works attempted by American protestant 
church choirs. This repertory has tended to become stereotyped even in 
churches which have the resources to prepare and present the great works 
of choral-instrumental literature. Often our churches limit themselves 
to annual presentations of "Messiah" at Christmas and Dubois' "Seven Last 
Words" or Stainer's "Crucifixion" at Easter. 
From the field of the baroque cantata, even the small dedicated church 
choir may perform adequate~ and without "cutting" vocal-instrumental works 
of musical integrity. It is encouraging that publishers such as Concordia 
and Barenreiter are recognizing the need for such good literature and are 
helping to fill it by issuing modern editions of these works. 
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APPENDIX 
(Recital Program representing the other portion of 
this project in correlated study and performance.) 
BOSTON UNIVERSITY 
SCHOOL OF FINE AND APPLIED ARTS 
DIVISION OF MUSIC 
presents 
GRADUATE RECITAL 
by 
CRAWFORD R. THO BURN 
Conducting 
CHAMBER CHORUS 
and 
INSTRUMENTAL ENSEMBLE 
Friday, April 29, 1960 at 8.00 P. M. 
CONCERT HALL 
Entrance-855 Commonwealth Avenue 
PROGRAM 
"MISSA BREVIS" 
Kyrie 
Gloria 
Credo 
Sanctus 
Benedictus 
Hosanna 
Agnus Dei I 
Agnus Dei II 
"HYMN TO ST CECILIA" 
Tranquillo e commode 
Vivace 
An~ante Commode 
Poco Animate 
G. P. da Palestrina (1525-1594) 
Benjamin Britten (1913· 
INTERMISSION 
CANTATA NO. 4--"CHRIST LAG IN TODESBANDEN" 
Sinfonia-Organ and Strings 
Verse !-Chorus 
Verse II-Soprano and Alto 
Verse III-Tenor 
Verse IV-Chorus 
Verse V-Bass 
Verse VI-Soprano and Tenor 
Verse VII-Chorus 
]. S. Bach (1685-1750) 
NOTES 
"MISSA BREVIS" Palestrina 
This work was written at the middle of the composer's creative life and is 
characteristic of his masses for four voices . In the last movement, a fifth part 
is added to allow construction of a canon, giving added depth and sonority. 
The mass gets its title, not from the fact that it is brief, but because the 
various movements begin with figures which employ the "breve" note as 
their first tone. Although this work is not as rich in color as some of the 
composer's other masses for larger combinations of voices, it still contains 
some beautifully expressive melodic lines, skillfully combined, which are a 
hallmark of his work. Notable examples are the arching melodic line of the 
"Sanctus" and the delicately spun-out "Benedictus" scored for Soprano, Alto 
and Tenor, only. An interesting touch is the relationship of the two 
settings of the "Agnus Dei." The second, mentioned above, seems to be 
a musical completion of the first, tonally and thematically. It employs an 
extra voice which increases the textu1'e, and the motive on which it is based 
is an inversion and extension of the progression utilized in the first . 
"HYMN TO ST CEOLIA" Britten 
The "Hymn to St. Cecilia," op. 27 was composed in 1942 to a text of 
William H. Auden, the contemporary English poet. It is scored for two 
sopranos, alto, tenor, and bass, without accompaniment, and the part-writing 
is notable for its extensive voice ranges. 
"CHRIST LAG IN TODESBANDEN" Bach 
This cantata is believed to have been written for Easter of 1724 while the 
composer was cantor of the St. Thomaskirche in Leipzig. It is the only 
cantata by Bach written in the old chorale-variation style, each movement 
employing for irs basis the chorale melody "Christ Lag In Todesbanden" 
derived from the 12th century hymn "Christ Ist Erstanden." Five string 
parts and organ accompany the voices which are doubled in certain spots by 
brass insttuments. Each of the seven verses of the chorale receives special 
treatment. The first and fourth are for full choir, the soprano carrying the 
chorale in the first, and the alto in the latter. The second is a duet for 
soprano and alto with the chorale split up between the voices and accom-
panied by continuo. The third verse is set in the manner of an organ trio 
between tenor, continuo and violin, and the fifth verse finds the chorale 
divided between the first violin part and the bass voice, alternately. The sixth 
verse is a duet for soprano and tenor accompanied by continuo. The final 
verse is a simple chorale harmonization of the melody for all the voices and 
instruments. As was an accepted practice in Leipzig at the time this cantata 
was first performed, the movements which are scored for one voice part will 
be sung by all the members of the particular section of the ensemble. 
